Tompkins contends that 'the [American] West seems to offer escape from the conditions of life in modern industrial society: from a mechanized existence, economic dead ends, social entanglements, unhappy personal relations, political injustice ' (1992, 4) . As is the case with the heroes of conventional American westerns, the impulse to 'go west' for artists such as Flaubert and Gauguin can be said to have originated, to a large extent, in a sense of profound dissatisfaction with personal and/or socio-political circumstances. Much the same could be said for Manuel Poirier, whose film bears the mark of the repressive political climate in which it was conceived, shot and released, and thus reveals something of the director's reaction to such a context. This sense of relationality in Brittany is evidenced already in the rather unconventional opening shot 3 with which the film begins: the film opens onto an image of a busy street set against the backdrop of a town situated below, with the traffic coming towards the camera. Partially visible on the right side of the frame, we see a sign with the name of a 2 For more details on this matter see Rosello (2001, chapter one) . 3 Jane Tompkins indicates that 'the land revealed … in the opening shot of a Western is a land defined by absence: of trees, of greenery, of houses, of the signs of civilization, above all, absence of water and shade ' (1992, 71 foreigner-not unlike the French woman mentioned above who, as punishment for her 'crime of hospitality,' lost her job and was subsequently sent to jail.
While not ignoring the dominant discourse that turns hospitality into a 'crime,' the project of Western will also suggest another possible model. In an unexpected plot twist, Paco eventually comes to see himself as partly responsible for the theft of his car. As he explains to Marinette (Elisabeth Vitali), a Breton woman who offers him a lift and a bed for the night, he made a mistake that no hero in a conventional western would ever make: after erecting a wall of silence between himself and the foreigner, Paco ends up listening and speaking to Nino, thereby adopting an attitude that stands in sharp contrast to the ethos of the typical film western hero. As Janet Tompkins indeed remarks, in a conventional western the hero would never render himself vulnerable by opening himself up to 'penetration' by the outside world:
Control is the key word [in westerns]. Not speaking demonstrates control not only over feelings but over one's physical boundaries as well. The male, by remaining "hermetic," "closed up," maintains the integrity of the boundary that divides him from the world. (It is fitting that in the Western the ultimate loss of that control takes place when one man puts holes in another man's body.) To speak is literally to open the body to penetration by opening an orifice; it is also to mingle the body's substance with the substance that is outside of it. Finally, it suggests a certain incompleteness, a need to be in relation. Speech relates the person who is speaking to other people (as opposed to things); it requires acknowledging their existence and, by extension, their parity. If "to become a man," as Schwenger says, "must be finally to attain the solidity and selfcontainment of an object," "an object that is self-contained does not have to open itself up in words. (56) In Poirier Plein de gens vivent dans des situations très difficiles, ils sont au chômage, n'ont que le RMI ou même le SMIC. Pour autant, ils ne votent pas Front national. On pourrait leur rendre hommage. Et moi, j'ai envie de raconter ces gens-là, tels qu'ils sont, pas en les démunissant davantage. 6 (Poirier 1997a) As it turns out, in the alternative space of Western, which Poirier qualifies as 'utopian,'
Paco's dispossession and vulnerability does not lead to the commiseration of this character's fate by the director, but rather to the representation of meaningful, nurturing relations between a European and a non-European, which ultimately prove beneficial not only to them, but to French society at large.
In West of Everything (1992, 9), Jane Tompkins points out a contradiction, which she perceives to be inherent in the genre of the western: 'Logic would suggest that in his flight from women and children, family life, triviality, and tameness, the Western hero would run straight into the arms of the Indian, wild blood brother of his soul, but it Hollywood Performance, in traditional westerns, 'romantic love is marginal ' (1993, 83) since it is subordinated to what she calls a 'dynastic model of marriage which understands the marriage relationship not in terms of emotional fulfillment but as an economic partnership, the object of which is to make use of land to build a patrimony for future generations' (81). In Poirier's own western, love is associated neither with marriage, nor with capital gain; in fact, Paco tells Marinette that marriage does not mean anything to him, and the unexpected cancellation of Nino's marriage by his wife-to-be has left him with a less than positive attitude for the institution. As for the material benefits which the two protagonists could derive from their relationships with Breton women, the living conditions of the latter do not appear to be conducive to the men's potential accumulation of wealth: Marinette sells trinkets and souvenirs in the fishing village of Le Guilvinec, and Nino's girlfriend Nathalie is a single mother who works hard to put food in the plates of her five children.
It is, above all, Paco's distancing from ownership that brings him closer to Nino's way of life. When Paco asks Nino if he locked the car after using it, Nino answers in the negative; as a poor homeless person, he does not have the reflexes that come with ownership. Soon enough, Paco will relinquish his own economic interests in his quest for emotional fulfillment, as illustrated for example by his absolute disinterest in recovering his car after he sees the vehicle race by Marinette's house. Poirier's next move in deterritorializing Paco's personal identity then consists in making him homeless just like Nino: Marinette puts Paco's love to the test by asking him to return after spending three weeks of 'absolute freedom,' after which the two of them will decide if they still want to be together. Marinette's action derives from her fear that Paco might end up cheating on her, like her previous lover did. As a consequence, Paco and Nino embark on a rather peculiar three-week journey through Brittany on foot.
However, despite Poirier's suggestion of great distances in his use of CinemaScope, 7 an aesthetics traditionally used to represent landscapes in westerns according to Wexman (1993, 109) , the protagonists' journey differs sharply from the frontier conquest of traditional western heroes-consisting rather of circular motions performed in a perimeter of only eight miles. For instance, at the beginning of their journey, Nino tells Paco that they are heading eastward, toward the city of Nantes. But after a short while, they decide to go back to the town of Pont L'Abbé because the waitress at the hotel 7 'Un road-movie en Cinémascope sur quinze kilomètres' (Poirier cited in Burdeau 1992) . James Monaco (1997, 87) defines the filmic aesthetics of Cinemascope.wide screen as follows: 'The … method of achieving a widescreen ratio, the anamorphic process, became popular in the mid-fifties as "CinemaScope,"' a process via which 'an anamorphic lens squeezes a wide image into the normal frame dimensions of the film and then unsqueezes the image during projection to provide a picture with the proper proportions. The standard squeeze ratio for the most common anamorphic systems (first CinemaScope, now Panavision) is 2:1; that is, a subject will appear in the squeezed frame to be half as wide as in reality.'
where they stayed the night before has invited them to spend the evening with her and a girlfriend. Similarly, at the close of the film, the protagonists return to Le Guilvinec, where Marinette lives. The absence of a linear, teleological trajectory suggests that the protagonists' journey cannot be equated to a conquest in the traditional sense of the word. In fact, whereas the hero in a conventional western appears to be 'a kind of "natural" proprietor of the land' (Tompkins 1992, 81) , it is far from being the case in Since Baptiste is the only male character involved in a successful relationship with a Breton woman, he appears as an ideal romantic partner and a model of masculinity to be emulated. 9 In identifying Paco with Baptiste, it would seem that Poirier raises the 8 Poirier (1997a) says the following: 'Pour vivre, une identité a besoin d'aller vers les autres …. Quand on a trouvé la sienne, on se sent bien, on peut s'ouvrir aux autres et les accueillir. C'est l'inverse du raisonnement d'extrême-droite qui, au nom de la sauvegarde de son identité, en appelle à se cadenasser à double tour' [An identity needs to connect with other identities in order to live …. When one has found one's identity, one feels good, one can open up to others and welcome them. It is the opposite of rightwing thinking, which calls for double locking one's door for the sake of protecting one's identity]. 9 In portraying a disabled man, and particularly a black disabled man, as embodiment of a masculinity to be emulated, Poirier subverts the conventions pertaining to the representation of the western hero, whose hypermasculinity, argues Wexman (1993, 92) , is usually linked to his unusual size, as indicated in the viewers' expectations that his European protagonists will come together as a couple (Paco with Marinette, or with Nathalie), whereas the non-European Nino will continue his erratic, loveless life. On the other hand, however, in depicting an interracial couple formed by a non-European man and a European woman (Baptiste and his Breton girlfriend) as an ideal couple, the director also seems to suggest that a happy ending is Interactions between the male foreigner embodied by Nino and the male European subject embodied by Paco serve not only to redefine conventional European masculinity, but also to promote an alternative to the dominant eurocentric definition of Europe: in Poirier's European 'family,' a European man has accepted his role as guest of a male foreigner; the latter, for his part, has turned into a stay-at-home father, and he forms a happy couple with a working mother providing for him and for her five children whose facial features and names reflect various ethnicities. In addition, Poirier's choice of locating his alternative European family in Brittany serves to fragment France's national identity into regional identities and bring out the country's longstanding ethnic and cultural pluralism-a reality which continues to be denied in today's France as evidenced by the country's refusal to ratify the European Charter for Regional or Minority Languages. Poirier's belief that personal identity is not reducible to national affiliation gains further visibility in the final credits: there, the names of all the individuals involved in the making of the film are paired with flags representing one or more countries which are, in turn, coupled with one or more specific regions; one name is paired neither with a national affiliation, nor with a regional one. In Western, it would seem that Poirier defines personal identity as subjective performance, as is illustrated in the Ivorian national Baptiste's mention of his Breton origins.
